The cup that is similar to Nestor's cup is pictured quite widely-perhaps most easily available in Marinatos 1960, plate 188. Discussing 11.632-35, Hainsworth 1993 notes: " Commentators' conceptions of the vessel change as archaeological material accumulates. "
6. For the technique of expanding arming type scenes see Armstrong 1958. The ornate breastplate is described as a guest-gift presented to Agamemnon when the Cyprian king heard of the Trojan expedition (11.19-23 16. Austin 1966 and Gaisser 1969 discuss the structure and function of Homer's digressions. Add the definition of "paranarratives" in Alden 2000:13-16: "In themselves they will not advance the progress of the main narrative, but will be related to it in some way, through similarities of pattern and detail, sometimes displaying significant differences from the main narrative. "
17. Redfield 1994:187: "Against the similes we can set the Shield of Achilles. The Shield is intended as a systematic image of the wider world outside the Iliad. The patterns which emerge unreflectively in the similes have here been reflected upon and set into coherence. Yet this very difference makes of the Shield a kind of master simile; the pattern of the Shield can instruct us in our reading of the similes. " Atchity 1977:160: "The shield plays a role like that of a simile. " For a different point of view see Primavesi 2004. 18. Lessing called it "an epitome of everything that happens in the world. " For more recent discussions about the broad design of the Shield see 8. For a listing of parallels that invite the audience to concentrate on both similarities and differences in these juxtaposed books see note 7 in chap. 3. 9. Coffey 1957 and Scott 1974. 10 . See Minchin 2001a:137-39 on the functions of similes. 11. Notopoulos 1949 and 1957:326-27: "Why single out the similes as the sole evidence of Homeric originality, when it is becoming increasingly apparent that the whole texture of Homeric poetry-aside from the architecture, length, and perhaps characterization-is traditional, subject of course to the originality that is possible in using traditional material? Our aesthetic perceptions of the freshness of Homeric similes have blinded us to the fact that the similes, no less than the formulae, the type scenes, and the themes, are part and parcel of the oral tradition. "
12. See esp. 13. See also 12.282. 14. Redfield 1994:187: "The recurrent themes of the similes can be taken to reflect and express a substratum of the poet's mind or-since probably few similes are his original invention-of the poetic tradition in which he is at home"; J. M. 19. See the detailed discussion by Bakker 1997a:184-206. 20. The deletion of certain motifs and the addition of others are illustrated with special clarity in the discussion of wind and bird similes in book 2 (see discussions of the following similes in the section in chap. 3 titled "The Role of Similes in Book 2": 2.144, 2.147, 2.209, 2.394, and 2.459). There a continuing effort is made to omit items from the simileme that would emphasize organized and purposeful activity in connection with the Greek army.
21. The Gestalt itself, in our case, would seem to exist on a preverbal level of the poet's mind, since we have found it impossible to define other than as a comprehensive list of all the allomorphs which happen to exist in the recorded corpus. But to approach accuracy this would have to be made an infinitely open-ended list, leaving room for all the allomorphs that escaped recording (the vast majority!) and even all possible allomorphs; it would not really be a definition at all. " 34. Nagler 1967:291. 35. Supported by Bakker 1993:20-22 and 1997a:chap. 5, esp. on 99: "The core clause functions not as a flawed sentence to be repaired by subsequent additions, but as a starting point, a direction from which the detail added to later units is approached. The notion of a starting point or preview will remain central in our discussion; not only does it bind the syntactic and the suprasyntactic movement of Homeric discourse together, it also has more aspects to it than the preceding discussion has revealed. " 36. 39. Hainsworth 1962 Hainsworth , 1968 Russo 1963 Russo , 1966 40. This statement is deceptively simplistic. There are examples of similes that may or may not belong to a recognizable simileme; e.g., the subjects of snow, towers, or leaves, sand, and flowers; see Scott 1974:80-81. It is possible that these similes are drawn from a spectrum of possible sources ranging from similemes that are in the process of being formed to the independent observation of the poet. In addition, one simile subject appears in one or more similemes, although there are few examples of overlap between the families most frequently represented in the texts. My own conclusion is that such raggedness is normal in a developing yet flexible system and may indeed offer the best proof that the system is continually evolving. Only through repeated usage will new similemes become established.
41. See chap. 6 for a further analysis of Homer's compositional method. 42. The charts and lists of variables are intended to serve as aids and possible analytic categories for modern critics; Homer needed no checklists to make his decisions.
43. Fraenkel 1921 provided a model for expanding a critic's view beyond the single point of comparison and for considering varied and multiple connections between simile and narrative. Lonsdale 1990:103-28 expands upon Fraenkel's work in showing that there is a greater structure to a separate story of animals and men than the simple simileme. But repetition shows that the simileme is a handy subunit of a longer tale-so handy and reused that it is best analyzed as a largely independent unit.
See also 54. Yet these building blocks have their own kind of complexity because of their variety of previous associations inherited from the tradition.
55. The basis for this approach to Homeric composition is not new. See Notopoulos 1949: "Neither the poet nor his audience can divert their attention for any period of time to the whole; they cannot pause to analyze, compare and relate parts to the whole; the whole only exists as an arrière pensée which both the poet and his audience share as a context for the immediate tectonic plasticity of the episode. . . . The poet selects his material and the unity of the larger whole may be on the minds of the audience. The oral recitation thus becomes a selection of parts whose whole is the inexpressed context of the traditional material" (21 60. Muellner 1990:66: "It is not that the longer Homeric similes are 'extended'; instead, all similes, including the longer ones, are 'condensed. '" Minchen 2001a:145 supplies a good explanation for the difference between the simple simile and the extended simile: "In the extended simile the relationship between the two domains is generally elucidated through a brief narrative or narrative fragment which incorporates a number of pertinent details: thus the simile maps itself more completely over what is now an event-sequence and through it the poet encourages the listener to envisage the scene and to complete the comparison, as he, the poet, wishes it to be seen. . . . by reinforcing his simile with further detail, the poet retains considerable, although not complete, control of our reading of both the simile and, therefore, the action. "
61. 14. This sense of the simile is confirmed in the description of the meeting place as confused (95) and filled with noise (96).
15. Leaf 1900 (on line 146) entertained the possibility that one of these two similes (probably 144-60) would have to be rejected. However, the juxtaposition of such different subjects within a tight narrative frame demonstrates the ability of each simileme to be adjusted in order to emphasize the varied tonal qualities of specific narrative situations; see Edwards 1991:40.
16. This structure is probably related to those similes that offer alternative topics, such as "Not so great is the might of a leopard or of a lion or of a wild boar" (17.20-21); see Edwards 1991:37. Each of these alternatives has appeared alone, but the series of nouns suggests that the poet is striving to emphasize the narrative direction by repeating elements of like tone.
17. Nimis 1987:50-55 finds a different potential in the similes at 11.548 and 558 that describe the same subject (Ajax) in close proximity: "A simile is generated to handle the development (548-55), but the lion simile gets the appetite seme wrong. . . . Homer . . . leaves it and takes another shot, this time focusing on the woodman simile more sharply and adjusting the transformation of the appetite seme in the lion simile (558-63)" (55). This seems his general approach to double similes (p. 111): "Homer's similes are often attempts to exercise control over the course of the narrative; for this reason, they are at one level symptomatic of a certain lack of mastery. In fact, a dense accumulation of similes in Homer often signifies textual complexities. " I can find no good parallels to this type of juxtaposition; most joined similes reinforce the surrounding passage.
18. The best examples are those already discussed above (from 15.624, 13.795, and 16.765), but 9.4, 11.297, and 11.305 can also be added.
19. The similarities of items in 2.209 and 13.795 show that they arise from a common simileme. The items added to 13.795 are the thunder of Zeus (source); the scale of the wind, which is not only at the beach but also blows over the plain (location); the mixing of wind and water (alternatives within the simile family); the succession of waves (repetition); and the addition of adjectives (argaleon, thespesios, polla . . . paphlazon). Through these choices the simile at 13.795 illustrates the controlling force of Zeus and the appropriately enhanced scope of the action.
20. Minchin 2001a:29-30 quite rightly notes the variety of sources from which similes are drawn: "Professional storytellers work not so much from memory, but with memory. That is, when singers are confronted with the task of drawing from memory a sequence of events which will be the foundation of a good story-and the words to express itthey employ a number of memory-based functions: memory for typical scenes . . . visual memory, spatial memory, and auditory memory. " 21. Iliad 15.618 is, in fact, a double simile opening with "they held fixed like a wall" (pyrgedon), thus focusing on the army's resistance. See comment by Janko 1992 on 618-36 for the structure of the larger passage.
22. Elibatos is a word that also suggests great size and strength: e.g., the massiveness of the rock with which Polyphemus seals his cave, and the size of the cliffs protecting a harbor (Ody. 9.243, Ody. 10.88, and Ody. 13.196).
23. This is a suggestively complex simile allowing the audience to structure a unified "plot" from the juxtaposed elements: the sailors have put to sea and are being driven farther away from the shore by a storm; they can only see the distant fire in the hills marking their friends' farm. The sentimental tone in the unwilling journey away from friends has roots in the surrounding narrative: 365-67 ("into his heart entered unendurable grief "), 387 36. Moulton 1977:27-33 provides an extended discussion of the signs of internal organization in the full series of seven similes in book 2: "The entire movement . . . clearly exhibits a contraction of the frame, until the audience is finally brought to concentrate on the supreme leader of the expedition" (33). He bases this conclusion on a series of words that seem repeated from earlier similes. On the verbal level it is highly likely that such repetitions may take place. But the choice of topics and the development of those topics seem less ordered and are more likely the results of the poet seeking a common effect through a series of different simile families, all of which can be organized into a unity under the general concept "images of peace undercutting the army's potential in war. " Moulton insists that the series develops until "Agamemnon is at last singled out in glory," although he further states: "Whatever equivocal impressions we may have of him after his foolish conduct earlier in this book seem to give way to the description of his powerful external image" (33). I would argue that the sequence shows no such development when each simile is considered against the audience's familiarity with the more customary directions in which each simileme has been developed elsewhere in support of battle scenes; I have the same problem with his discussion of the repeated simile subjects from 87-394 on pp. 38-42.
For a more adequate discussion of the repetition of words and phrases within the simile cluster see Kirk 1985 on 2.467-68.
37. There are similes that suggest a sound even though no words directly express it; see the earlier discussion of the simile at 2.394. 15.381 also implies the noise of attacking troops.
38 43. All of the similes in the rest of the book are short. 764 and 800 recall topics from earlier in the book-birds, leaves, and sand. When Iris describes the Greek army, she says that they are as numerous as leaves and sand (800 vs. 468). Because most subjects after the catalogue echo similes earlier in the book, the audience that has earlier heard the description of flowers, leaves, and birds can realize how terse and direct this simple unmodified description is. 754 and 872 are within catalogues, thus providing too little content or context to contribute meaningfully to the book's ongoing theme.
44. See Scott 1974:15-20. 45. As contrasts there are scenes where the passing from one area to another is a sufficiently important event in the narrative to receive an extended simile, e.g., Ody. 55. This "reversal of fortune" theme is signaled at the beginning of the book: the locale of the opening charge of Achilles is described as the field where Hector dominated the battle only the day before (4-5).
56 1-2 for a listing of phrases referring to the river Scamander, most of which emphasize its lyrical, peaceful qualities. Together these phrases are close to being a formular system. Rivers and the ocean generally attract lyrical epithets, but they are extraordinarily frequent at the beginning of book 21 (e.g., argurodines, bathydines, bathyroos, dineentos, eurreios). Mackie 1999 shows how Homer develops the beautiful river into a virtual underworld place of suffering-a "Hell on earth"-through the actions of Achilles and his Olympian allies.
59. Compare the parallel act of Achilles, taking Isos and Antiphos as they were herding sheep and returning them for ransom at 11. 104-6. 60. Book 21 is pervasively conscious of the coming battle in book 22 between Hector and Achilles. Hector is introduced frequently as background in book 21; see 21.5, 95-96, 225-26, 279-80, and 296-97.
61. See Leaf 1902:382: "The best excuse which can be made for it is to regard it as an early parody, a precursor of the Battle of the Frogs and Mice. "
62. This second drama is introduced early, at line 6, as Hera pours a mist around the Trojans to hinder their flight.
63. This is specifically said at line 264, an important statement in a book where comparisons of strength and significance are a major topic: Achilles measures the worth of Lycaon and Asteropaeus, the gods are aware of dominating men, and they boast of their own warlike abilities (107, 184-99; 462-67; 357-60, 369-76, 410-15, and 487-88). Cf. 1.573-76 and 8.427-31.
64. The futility of human acts is made clear even in the small action where Hera picks up a boundary stone to strike Ares: a stone "lying on the ground, black, jagged, and huge, which earlier men placed there to be a boundary for their field" (403-5).
65. 85. Iliad 3.33 is the only other simile to include a snake, but this simile is predominantly about the frightened man and-in any case-provides minimal description of the snake; 12.200-207 shows the snake's feisty behavior (Fraenkel 1921:69). Fenik 1978:83-84 reads this simile very sensitively in terms of both its language and its position. Jong 1987:129-30 comments that the snake in book 22 feels small compared to the pelorion figure bearing down on it, and she is followed by Bremer 1985:370: "The impact of the simile is thus twofold or ambivalent: it conveys that Hector, seeing Achilles approaching, feels himself overpowered and threatened; but at the same time it shows Hector determined to fight and kill Achilles if he can. the eagle suddenly appears through them, swift and menacing. There may be a contrast between the eagle in the dark clouds and the radiance of the evening star against the darkening sky in the simile which follows at 317-21, symbolizing Akhilleus' victory and Hektor's doom. "
90. E.g., Hector's choice to run from Achilles, his desire to seek a self-protective compromise for the loser's body, and his reliance on the image of Deiphobos.
91 94. The horses in the similes at 22 and 162 receive the same epithets (aethlophoros/oi = "prize-winning") and also provide a prelude to book 23 (Dunkle 1981:11-18). While there are not enough parallel horse similes to derive a simileme, the light and unthreatening tone conveyed by these horses is also found at 6.506 = 15.263 (a repeated simile).
95. Parallel star similes describing shining weapons are found at 5. 102. In his Iliasstudien Schadewaldt 1943 made clear the pivotal nature of book 11 in the Iliad, as well as its tight structure, yet since the appearance of this study there have been few attempts to extend his conclusions by probing the inner structure and fine detailing in the book. Owen 1946:110-18 has ordered the events as they move from scene to scene. Fenik 1968:78-114 has identified the typical elements from which Homer has shaped the narrative, and in a later study he summarized his analysis of the careful structuring of the book by comparing it to book 6: "The style remains the same, only exercised this time at a longer stretch. It is less intense but more varied, less self-contained but more firmly grounded in the plot. In neither case are episodes strung together like beads. Interdependencies bind them. They are absorbed into overriding structures and play on our imagination as a set. We are invited to compare and infer, to ponder each event in relation to the rest" (Fenik 1986:21) . Indeed, the organization and interplay of the various scenes and characters have generally been admired. Even Leaf 1900:466, in the introduction to book 11, praised its style: "The book, however it was developed, has attained a splendid force and vigour, equal to that of E at its best, and superior in variety of scene and mood, with its alternation of battlefield and camp, of rest and action. 115. Stanley 1993:360n10 calls these elements "mixed signals. " The importance of the similes in the compressed passage describing Hector and the first encounters (56-73) is clear in the appearance of six similes within eighteen lines (two are short)-unique for book 11 and even more concentrated than the "three similes in thirty lines" formula that I used earlier for defining simile clusters (see the subsection titled "The Clustering of Similes 2.455-83" in chap. 3). There is a similar clustering of four similes at 11.291-309 (one is short); both clusters mark important structural transitions in the narrative.
116 125. Hainsworth 1993 on 292-93 feels that this simile "sounds the keynote of the narrative from this point: the Achaeans . . . are hunted beasts," and Stanley 1993:134 interprets the hunter simile as reversing the series of lion similes in Hector's favor. However, Lons dale 1990:77n16 notes the strong association between Hector and hounds/hunters. In view of this continuing theme it seems more faithful to the developing text to acknowledge that the situation of the attackers in this simile is precarious. The lion is still the strongest animal, and any hunter who easily sends his dogs out to kill such a "wild beast" has not been reading such similes as 3. These three similes are not as tightly juxtaposed as at 2.144/147, 468/469, and 14.394. There are intervening narrative lines, and the similes do not reinforce the same message. This is a series of similes focused on the same object in the narrative from two different perspectives-Ajax's reluctance and the frustration of the Trojans' effort. There is no good parallel to this loose structure, which for a long time has produced disagreement: e.g., Hermann 1877:11-23 felt that these juxtaposed similes weaken each other and confuse the audience to the extent that they are probably the product of two poets; see also 3. My general interpretation will follow Fenik in focusing on the organization of the narrative around the wall rather than the consistent description of battle arrangements, the clear division of the troops, their subsequent deployment, and the adequate usage of all characters who are introduced early in the book.
There is a long-standing debate about the interpolation of the wall that does not particularly belong in my argument because I will be focusing on the similes' function within the full text of book 11. See Page 1959:315; Tsagarakis 1969; West 1969; Thiel 1982:33-50.
4. Homer's focus on the wall is made clear in the three successive attacks that structure the book. The organizing force of the wall is clear from its position as a frame to the narrative, its role as the goal to be achieved, and constant references to it as the locale of battles throughout the book. Owen 1946:119: "What happens in Book XII could be stated in one sentence-Hector crosses the wall. " Although Hainsworth feels that the book is weakly organized, he does out point out Homer's strategy of emphasizing the wall from the very beginning of the book: after a two-and-a-half-line connection to book 11 "a simile to illustrate the ferocity of the fight could be expected to follow, but the description of battle is overtaken by the digression about the Achaean wall" (line 3 7. Hainsworth in his introduction to book 12 presents the evidence for disorganization in the narrative both in the physical features of the battlefield and in the movements of the five (?) divisions. These comments are correct, but I have focused on the elements which Homer has expressed clearly in his general battlefield scene: the wall, the series of individual heroes, and the guiding power of Zeus. I would leave in the background such questions as what happened to the divisions of Paris and Aeneas, which were introduced pointedly at 88-107. They do not seem to occupy Homer's mind.
8. Hector is the first hero singled out at line 38, and he is immediately described by two similes; he is then offered advice by Polydamas, and there follows a catalogue of Trojans (38-107).
9. See earlier discussions of juxtaposed similes in chap. 3. 10. The scholiast suggests that 12.40 may even point toward this passage in the phrase "as before. " 11. Cf. 11.414 and 11.293. This is one of the similes that seems to go further in its development than the narrative scene. The lion fights unceasingly until he is slain, even though Hector is very much at his liveliest in the surrounding narrative; there are similar inconcinnities at 5. 87 This instinctive willingness to risk all makes a more important contribution to the passage than the close matching of details (Fenik 1968:58) .
12. Lonsdale 1990:62 remarks on the simile's mixture of tactical and animal vocabulary.
13. The relationship of this simile to the surrounding narrative has long been a concern; see Murray 1907:245-49. The heavily enjambed quality of these lines may testify to the careful composition of both simile and narrative. While there are admitted discrepancies in the object-for-object points of comparison, still the hunting scene pitting man against animal is appropriate as a psychological parallel to Hector's entrance into this book; there is no victim included, no locale, no time, and no driving hunger or thirst. 14. This catalogue appears to be designed and placed to enhance the image of Hector as the leader of the Trojans. The Trojan army is not organized in this way anywhere else (see parallel listings of Trojan captains at 13.790-94, 14.425-26, and 17.215-18, none of which seem built on the same tight structure); the order of commanders is not apparent in the form of the following narrative. There are not five gates in the Trojan wall. Probably the main contribution of this rigidly constructed catalogue (5 commander + two subordinates) is the image of an organized army serving its general (Hector) and moving as a unit to battle; this sets the background for the independent action of Asius. 21. Hainsworth 1993 on 156-58: "The parallelism between the assault of Asios and Hektor's first attack is emphasized by the relative rarity and brevity of other snow similes. " 22. Along with 3.222 and 19.357, there are only four similes in which the prime subject matter is snow; together these similes suggest a model for the simileme. The two in book 12 develop the same elements in different ways to make the similes responsive to the narrative's needs: the elements from the simileme would be wind/no wind, emphasis on breadth of geographical coverage, and clouds vs. Zeus as the source of snow. The effect of these choices among customary elements in storm scenes is a contrast between the thick and fast storm driven by the wind and the continual snowfall that is caused by Zeus. See Moulton 1977:64-67.
23. The identification of the heroes around whose accomplishments book 12 is built is emphasized by the close matching of motifs in the lion similes at 41 and 299; see Lonsdale 1990:60-65.
24. The continuation of the same subject in juxtaposed similes appears also at 11.297 + 305-8 and 13.298-303; see the discussion by Moulton 1977:19-22.
Hainsworth on 299-306 cites Ody. 6.130 as a parallel simile. This pairing shows how the poet can vary the same elements of the simileme (the lion's motivation for attacking) to suit the surrounding narrative; see also the discussion by Pucci 1987:157-61.
25. The momentum of the ravenous lion is checked by the famed statement of Sarpedon to Glaucus, thus both postponing the entrance of the hero and explaining his motivation by restating the forces in the simile in human terms; see 33. It is important to the design of book 12 that the battle be presented as even so that Hector can achieve a victory over stout resistance. Yet in each case where a simile is used to stress the balance between the two sides, the topic is drawn from an unlikely peaceful context (155, 278, 421, and 433). 41. This ineffectuality is signaled immediately in the first incident, when Hephaestus saves one of the two brothers from certain death at 5.22; in the other scenes where Diomedes slays two brothers, both are killed. 42. Appropriately, the book ends with the return of Athena and Hera to Olympus after they have frustrated the action of Ares; but even his wound is soon healed and he sits in glory next to Zeus.
43. When the action in one book has had a large effect on the ongoing narrative, this is often marked by a response at the beginning of the next book, e.g., book 9: the Trojan advance causes Agamemnon to hold a meeting; book 13: Poseidon enters the battle in support of the Greeks after Hector breaks through the wall; book 17: Menelaus moves to protect Patroclus' body after Apollo has killed him.
44. This is typical. 48. There is plenty of room for confusion: Athena appears without disguise to Diomedes at 121-32 and gives him specially clarified sight; at 432-44 Diomedes is able to recognize Apollo, yet despite the explicit command of Athena at 129-32 he shows no hesitancy in attacking the god until he is strongly rebuked; Diomedes' vision is still clarified when he identifies Ares supporting Hector at 601-6, yet in spite of Apollo's rebuke he unquestioningly accepts Athena's command to attack Ares. A normal mortal, caught up in such a nexus of desires and commands, ought to raise some questions. 53. This scene, built on an exchange between gods who support opposed sides, is appropriate for a moment when Diomedes is on the verge of a series of strong acts that will turn the battle in favor of the Greeks; in addition, it emphasizes the constant interplay between gods and mortals that is the major theme of the book.
54. Kirk 1990 on 87-88 shows how this simile quite precisely focuses on the destruction of both the artificial embankments and the phalanxes on the battlefield. 72. This simile is repeated to describe the effect of Poseidon at 14.148. 73. For discussion of the proper translation see Kirk 1990 on 864-67. 74 . For a comparison of the elements of divine participation in books 5 and 8, see Reinhardt 1961:138-49; he finds book 8 parallel to book 5, but similar motifs have a focus and intensity that they lack in the earlier book. He attributes this difference to the relative lateness of book 8, but it is more likely that the shift in theme from the confusion and motiveless interaction of men and gods in 5 to a more rigid handling and direction of the battle under the command of Zeus in book 8 is responsible for the latter's tighter organization.
75. Andersen 1978 treats Diomedes as a character who is consciously developed in the course of the Iliad; e.g., 9.33-56 presupposes the quarrel with Agamemnon in the Epipolesis, and book 8 explains the easy relationship between Nestor and Diomedes. Yet it seems to me that the Iliad throughout depends on preexisting archetypes as major elements in Homeric composition. On this assumption it is more probable that these relationships were drawn from traditional story material, often unknown to us. Thus each major character can be called forth with little concern for previous contact with them in the scene or motivation to support the narrative. Each time Diomedes appears he is the attractive, spirited, and somewhat naive young warrior; he is thus perpetually ideal for book 5, with his respect for his father and his gods and his characteristic silence before confusing situations.
76. The second occurrence of this scene is a parallel event at 159-65, but the third at 230-38 is extended to include Pandarus' frustration. There is sufficient variation in the action that a simile is not needed.
77. For contrast see Agamemnon's entrance into battle at book 11.84-162. Here the slaying of three sets of two warriors is the sum total of Agamemnon's successes before he is wounded and must withdraw. The poet's task is to make these three quite similar incidents seem big. He does this by including descriptions of woundings, some genealogy and history of participants, speeches of participants, and four similes (two long, two short) at 113, 129, 147, and 155. The passage of parallel repeated actions needs these additions to seem varied, since there is little development in plot, character, or theme. 83. There is little agreement on the division of this book. Stanford 1958 splits the initial three sections differently but does agree on the last three. Fernández-Galliano in Russo et al. 1992 feels that the structure of the book is unsatisfactory, and he becomes involved in identifying passages that have been inserted in the process of reworking. I am arguing for an understandable building of a theme through the six sections by one poet.
84. There is a short bird simile describing Athena at 240, but her role in the battle among men seems abstract in this book. The text specifically states that Athena did not give Odysseus strength sufficient to turn the battle (236).
85. 93. There are a number of specific items which suggest that Homer presents a complex victory-bloody but just: Philoitius characterizes his slaying of Ctesippus as a compensatory "guest-gift" (290-91); the herald Medon is spared so that he may encourage good deeds (372-74); Phemius ponders seeking safety at the altar of Zeus Herkeios, "where Laertes and Odysseus had burned many thighs of cattle"; and later he and Medon do sit by this altar while Odysseus sees to the cleansing of the megaron (334-36 and 379), asks Eurycleia to identify those maids who are guilty of dishonoring the house and those who are innocent, claims that the moira theon and the suitors' cruel deeds have earned them a shameful death (413-16), and pledges to cleanse and purify his hall at the moment he summons Penelope and assigns punishments to those who have wronged him (481- 104. Probably the strongest argument for the appropriateness of the divine council that opens book 5 is the powerful introduction of the theme of Zeus' protection as Odysseus breaks from Calypso. The first council merely indicated that the gods would think of ways for Odysseus to return home safely (1.75-79); the second council emphasizes more precisely the elements of Zeus' plan for Odysseus until he arrives on Ithaca. In addition, the version in book 5 is significantly changed to emphasize the need for the gods to reward good kings, Odysseus' desire for vengeance, his lack of equipment to make the return trip, and the threat to Telemachus. For a summary of recent discussion on the second council of the gods with bibliography, see Hainsworth 1988:251-53. See also Rengakos 1995 Rengakos , 1998 105. There are many signs of Odysseus' lack of awareness of the true situation, but probably the most dispiriting falls at 303-5, when he assumes that Zeus is seeking his destruction.
106 109. Seldom are the comparanda between simile and narrative so transparent (wind = wind). The closest parallels are those occasions when a god rises like a bird that receives comment from characters in the narrative; these cases are as much a metamorphosis as they are a simile. Ody. 3.372 may not even be a proper simile, because eidomenos usually introduces the transformation of a god into a character; Ody. 1.320 has the form of a simile, though closely tied to the action in the narrative.
110. Moulton 1977:19-27 discusses Homer's use of paired similes; here they seem to underline the additive structure of the second part of the book. The closest parallels are 5.499 and 13.334.
111. Cf. 15.624 and perhaps 15.381. 112. This simile seems awkward in its connection to the narrative: "The point . . . is . . . that the skin of his hands is left clinging to the rocks as the pebbles cling to the suckers of the octopus. The imagery in fact is slightly confused, since the octopus suffers no injury" (Hainsworth 1988 on 432-35); see also Primavesi 2004:136-37. However it is possible that the poet is trying to mitigate the impression of serious lasting damage in the narrative, since Odysseus has been protected since the opening of the book. 120. Through this study I hoped to show that the poetic techniques or the Iliad are largely those of the Odyssey. Nannini 2003 argues for a usage of several similes in the Odyssey that is different from that in the Iliad. The point is well summarized on 121-27. There are certainly reversed similes (Foley), oddly contorted similes that develop in unexpected directions (Ody. 5.394 and Ody. 23.333), and continuously interrelated series of similes over broad spans of the narrative. But I cannot accept her thesis that the composition of the similes is different because each epic was written by a separate author. She never adequately discusses the idiosyncratically structured plots, the varied atmospheres surrounding each tale, and the different approaches called for by themes of the two poems. In defense of her theory I must admit that the very similes she cites as primary evidence do not seem to be derived from similemes that are any more comprehensive than the ones presented in this study. Yet a question remains: do the similes provide evidence for a whole different set of similemes that are not represented in the Iliad, or is there a different singer? She does not provide enough evidence to determine this.
121. This organization is also found in the first third of the Iliad. In book 1 Achilles makes his choice between the materialistic definition of the heroic code used by Agamemnon and his own more idealistic view of his life's worth. In books 2-8 the author presents several heroes responding in their own ways to the demands of the code; against this background there is a much profounder presentation of Achilles' choice in book 9 through his responses to the three ambassadors. In addition, it is in the first book that Achilles receives Zeus' promise that he will be able to carry out his choice as he wills it; similarly, in book 5 Odysseus is given divine protection so that he can reach Phaeacia.
122. The unwarlike qualities of the horse are shown in the repetition of this simile to accompany the reentrance of Paris to the battlefield after his brother has chastised him (6.506):
What's this? It is not good to place this anger in your heart. Your people are dying in battle around the town and the steep wall. It is for your sake that cries and warfare surround this city. 19. The tone for this simile may be set in the ball game in the Odyssey's Nausicaa episode (book 6). There are two other similes that seem to dehumanize or trivialize warriors by comparing them to inert objects or toys: 11.147 and 14.413 (another possible parallel is 14.499). In each case the warrior has been decisively overwhelmed.
20. The only precise parallel is at 11.66. The interesting feature of this simile is Homer's identification of Idomeneus' entrance to the battlefield with the will of Zeus, whereas Zeus is absent from the battlefield and, in any case, is supposed to be strengthening the Trojans. This is one of the clearer pieces of evidence that individual similes can develop elements from the simileme that take on a life of their own independent of the surrounding narrative. 28. Of course, these elements were chosen again, since this simile is "repeated" at 16.482; for the parallels to the Sarpedon scene see 31. This is a unique juxtaposition of two similes that intensify the comparison through their opposition; the first is the negative statement that is then reversed in the following positive statement.
32. Similes of farm animals can express a variety of tones depending on the surrounding narrative: see 3.196 and 4.433; for the shepherd see 8.559. When there is such a different quality to each of the similes, one must ask whether there is only a partial simileme behind the group, i.e., a collection of elements that would be familiar from a farming scene, none of which have an established range of behaviors and therefore range from strong to weak. Indeed, during this simile the narrative shifts from the leadership of the group to the joy of the commander; Aeneas seems to shift from the ram to the shepherd. Fraenkel 1921:6-7 calls such similes "double-sided"; see also 13.795 and 15.624.
33. The simile reveals the complexity in the full scene. The similes at 470, 471, and 492 together present a rejoined battle with a focus on the single heroes, Idomeneus and Aeneas; Fenik 1986:37: "The similes at the start and finish establish antithesis, with the violence of the boar hunt set against the closing pastorale. "
34. There is no clear parallel for the subject and narrative setting of this simile, but the closest in presenting the effective ferocity of the men and beasts are 11.414, 12.146, and Shield 386-91. 35. As Janko 1992 notes on 531-33, it appears that Homer has repeated the ingressive action of Meriones especially to introduce the simile and perhaps to emphasize the assignment of individual heroes in furthering the attack of Poseidon's intentions in the second half of the book (see simile at 13.62).
36. Such extreme extension of the simileme into future time is paralleled at Ody. 5.490, where the traditional fire simileme for the hero Odysseus at a low moment is reduced to a mere ember.
37. For parallels to a bull being mastered by men see 17.520 and 20.403 (cf. 16.487); however, as noted earlier in note 32, the whole family of farm animals seems to be a simileme without fixed tones of stronger vs. weaker. All three of these bull similes take their tone from the narrative.
38. Janko 1992 on 564-66 calls attention to the verbal echo in 654, even though the immediate context is different.
39. For the closest parallels to this scene see Janko 1992 on 703-7.
40. This is a difficult simile to interpret; see 45. E.g., Leaf 1902:II:217-18: "The logical conclusion seems to be that we have a narrative which has developed by successive stages from a comparatively short combat over the body of Patroklos between Hector on the one side and Aias and Menelaos on the other. . . . We have reached a gap in the story of the Menis which can only be filled by useless guess-work. " 46. The "rebuke" pattern in book 17 is extensively analyzed by Fenik 1968:49-54 and 159-89; Thornton 1984:86-92 makes the same point but divides the sequences differently and must explain too many omissions to keep the recurring pattern clear.
47. I have listed this scene as though it is modeled on the basic type scene, and in a very general way, it is; but there is a long section about the horses of Achilles (426-542) which seems a digression. Fenik 1968:159-60 sets this passage aside from the repeated type scene basic to book 17, but acknowledges that it does reflect this structure.
48. 
